Whatever these new functions maybe,
where an indigenous people is required to perform for the colonial gaze, the performance enacted tend to have in most cases the metonymic gesture of standing in for the whole of the respective culture.
The interrelationship between performance and metonymy, or perhaps more precisely performance as metonymy of culture, needs to be prefaced by a few remarks on the concept of metonymy. As a figure of speech, metonymy is closely related to notions of inauthenticity and incompleteness. The dictionary definition-`the substitute of an attribute or adjunct for that of the thing meant'3-points to this disjuncture between a metonymic trope and the actual thing or . the thing in its entirety. Viewed in this context, metonymy as a trope of cultural discourse carries with it more than just the signature of abbreviation typical of most figures of speech. It has inscribed in it already a discursive strategy symptomatic of colonial discourse: the penchant to circumscribe and contain. When Hawaiians or Maori perform for the (usually colonial) other, they are rendering themselves observable and definable. The whole tradition of folkloristic performance, which begins in the nineteenth century in Europe and is then exported to the colonies for adaptation by the indigenous peoples, is framed within the metonymic notion that performance(s) can stand in for the culture as a whole.
The link between metonymy and the very broad and often ill-defined concept of performance can be usefully focussed if we link it to the notion of theatricality as defined by Edward Said in Orientalism.
Said defines orientalism as a mode of representation and 'learned field', and notes that a field 'is often an enclosed space'. He continues:
The idea of representation is a theatrical one:
the Orient is the stage on which the whole East is confined. On this stage will appear figures whose role it is to represent the larger whole from which they emanate. Kalakaua, yet the costume could not be more different from that used in court FIGURE 3
Court dancers forKalakaua, late .t88os (photograph unknown). Reproduced by permission of the Bishop Museum.
performances. The grass-skirts and lei, commonly associated with Hawaiian hula, were introduced about this time. The Maori past is troped here as a stage on which a historical drama thematizing thè dead ages' is to be produced. It is not thè debased' Maori present that is to be unfolded before the royal visitors (and the New Zealand politicians accompanying them), but an idealized version of an heroic and 'homeric' past:
Unfortunately, or perhaps fortunately, theatrical performances only allow themselves to be stage-managed to a certain degree. Theatre, like culture, is always subject to the vicissitudes of time and change. This was nowhere more obvious than in the costuming for the event. Like the hula in Hawaii, the Maori performances were subject to precise control and conceptualization. The Rotorua performances saw a similar process of conscious and unconscious adaptation to the special requirements of the unusual event. Traditional clothing became increasingly refashioned as theatrical or folkloristic costume: at once a signifier of the 'dead past' and the cultural changes of the present. During the preparations for the arrival of the royal party Loughnan describes the appearance of Maori in the informal situation of the camp:
There While the quotidian, informal dress codes reflected indeed the cultural-syncretism characteristic of most 'times of transition', the formal performances revealed much tighter control and conscious fashioning. Not only did each tribe adopt a special dominant colour, but most tried to emulate within the bounds of Christian propriety the traditional past that was eagerly sought by European and Maori alike.
The extent of this 'conscious fashioning' can be illustrated by comparing two photographs. Figure 7 shows the performance of a haka by members of the Ngati Kahungunu tribe of the East Coast" region, welcoming guests at a wedding. 
